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of his song." In Iris proof Poe restated his poetic theory, which had become freed from its metar physios since five years before, and in the course of his argument he struck out the happy phrase that remained his pet definition of poetry ever after: —
" Its [Poetry's] first element is the thirst for supernal BEAUTY — a beauty which is not afforded the soul by any existing collocation of earth's forms — a beauty which, perhaps, no possible combination of these forms would fully produce. Its second element is the attempt to satisfy this thirst by novel combinations among those forms of beauty which already exist, — or by novel combinations of those eombinatio?is which our predecessors, toiling in chase of the same phantom, have already set in order. We thus clearly deduce the novelty, the originality, the invention, the imagination, or lastly, the creation of BEAUTY (for the terms as here employed are synonymous) as the essence of all Poesy." *
With a slight change (which summed up in one word a succeeding paragraph, embodying his view that music was a necessary constituent), this definition of poetry as being " the rhythmical creation of beauty " became the first principle of his poetic criticism, as indeed, however obscurely made out, it had always been. His former doctrine that a poem should have complete unity within itself he reiterated by reprinting unchanged the passage already quoted from the " Messenger " of 1886. In accordance with these canons, Longfellow, whom under all
1 Works, ii, 366.ic be cis a> ah at) qu by the sole means of a blustering arrogance, or of a busy wriggling conceit, or of the most bare-faced plagiarism, or even through the simple immensity of ita assumptions — as-ersatility, originality, and pungency. It may be asl have more weight witha from To------(" Should my early life seem "), from
